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ABSTRACT 

Directing and acting in television pro 
requires a broad technical background that differs gre 
productions. In addition to understanding the technica 
are unique to television, the director and actor must 
script analysis, character development, and mood setti 
the aspiring director and act.r to master these techni 
artistic skills, two courses have been designed. The f 
advanc^^d television directing, concentrates on the rol 
director in script interpretations and dramatic visual 
second course concentrates on the basic principles of 
acting with emphases on character development and act.' 
to represent different emotions. Each course includes 
objectives, an outline of daily lesson plans, and a re 
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XEi^ OBJECTIVES l^OH T.IE IXSTRICTQR 
OF 

TELEVISION DIRECTING AND PERFOR>ju\yGE 

buudeiitis in radio- television-film departments can undertake a i\ood ua:;.b»jr of 
professional courses for study- The course titles, though, don't always 
reflect the content. Television Directing, for example, might often be 
retitied: "Technology Today," or "Look Out For Boom Shadows." Television 
i.^Lirfonuaace could more accurately be retitlcd: "How to Smile Like Walter 
Cronkito" or "How io Kciui the Weather With Clasji." 

now juocifiable is it for a university to keep its sights on turning ou^ local 
cameramen and switchers? Or baritone meteorologists? If that v/ere tlie pr^mv^ry 
goal of the university, the department might as well go into the trade school 
business. The fact is, we have been turninj^, out technicians, iinci we have been 
ii'.fioria;; the development of well-rouiuled , cr^-ati ve te lev ir. ioi\ ari.ijil:; . 

1 iuU;iL oLri'^ii, .'iL the uuLiicl. l\u\l "c rt.\'i t i v^;" dacr. nol lu^criir.iwl \ y ma\h. ".iri:.y 
craftsy" or "ar. J 1 - i.ndu 1 i'.euL . " Xy work with i;tudoat::i is uol ab;;i r.uu , a 
i^on't condone the abstract. On the contrary, I deal wich very speeillc 
pi\/<)lo;iio which the director and actor face in the real world. The studea*; 
iaasc know how to comraunicate with crew and talent. He must knov/ the rield 
technologically and artistically in order to heighten his effectiveness and 
to m^ke him moie employable in a hi,.;hly competitive situation outsiue. 

As an executive with Columbia Pictures Television, I encountered an unusually 
large tiumber of students who applied for jobs - and failed to get theu. They 
simply were not trained for the realities of the profession. Perhaps the most 
glaring example was the case of a young man who was aggressive enough to 
get past my secretary by saying he was an alumnus of my school. He wan tea a 
job as a director, and informed me that he x^as fully conversant with cameras 
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and switchers. In college, he directed coruraercials , newscasts, and weather 
snows; now he's ready for the "big tine." I asked if he ever direct.a talent, 
and he scoffed, "That stuff is for theatre. I'm talking about television 
directing!" He failed to realize that .';-.e was sitting in a major production 
company which produced thirteen hours of network prime tim.e television ohows 
each week - with live actors. That same student, by the way, lert in a nuff 
xvhen I casually mentioned the "mailroom" as a potential steppingstone. A 
week ic.ter, he took out an ad in Daily Variecy with the capcion; "liire me 
C.S yoar director, I'm the best young tech man in town." Obviously, tne yo^n,, 
man wasted a lot of time, effort, and money. The realities of the inccstry 
were far removed from his frame of reference. 

Unfortunately, the industry already suffers from an influx of "tech men." 
Vhese are the harried directors who simply call shots and block their 
cattle. They don't know the first thing about working with talent, ana tni^s 
lack of communication shows up on the screen. Performances are blana, inter- 
relationships don't work, and the pacing of the show is adversely affected. 
Tne mood and motivation of characters are irrational ana mercurial. 
On the other hand, some directors are gifted television artists- They know 
how CO get the very best out of their talent. Actors respond with full energies 
and subtle performances. The result is ma-ic on the screen - in a short perioa 
of time, and within budget. These are the type of people we should train in 
our universities and colleges. Our studencs should know how to create the most 
visually effective and powerful show - whether it's comedy, drama, eaucational, 
or c-al.ural. Ue need to offer creative and imaginative coursework for our 
t.i.u.j:itt: .ill t.e ; ev i.-! i I'll u i tih'. L i ii/, auu acLia;,,. 
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I cia suogeating that our coursework reflecc r.:Jality; not shy away frorr. it. 
It is significant, from an historical standpoint, that the director hcit- -->-w::ys 
beer, concerned with guiding the actor - froi'a clLassical Greek tir.-.es, through 
Shi^kespeare's times (via his advice to the players in "Ua.^ilet) , and throag.i 
Moliere's tine. By the late nineteenth century, the creative reLitionship 
Deca;i.e flrruly established when pictorial realism flourished on stage in 
Europe and in America. 

Tj. .ountry, directors such as Augustin Daly took total co.itrol ax. 

cas. . aecisions, rehearsal situations, and production necessities. Another 
ear^y oirector, Steele McKaye, was not only a creator, but was a cechnuio^,ic^l 
genius (he invented the elevator stage) . Yet he was also very concernec abouc 
tl'.e effectiventiss of his actors and openeu the first acting school in A.iierica. 
uls contemporary, David Belasco, achieved the ultimate in stage realism by 
G.reeting such spectacles as BEN HUR, using live horses on a treadmill, ^nd a 
...uving panorama behind the actors. As a director, he was striving for a 
cinematic experience, without the benefit of television or film tech-nology. 
Ihe twentieth century director became more aware of psychological realism, ana 
i^s visual and emotional impact. Stanislavsky's Moscow Art Theatre was touring 
/umerica, and had a profound and long-lasting effect on our training of uramauic 
actors and directors. The Stanislavsky "l-.ethod" was fully exploited by directors 
of the Group Theatre in New York (Lee Scrasberg, Harold Clurman, Cheryx Crawford, 
and £lia Kazan). "The Method" touched every major actor and director who sought 
a tecnnique for achieving a sense of spontaneity and believability in performance. 
The television screen affords an exceptionally exciting vehicle for visual and 
psychological realism. The television director, in essence, has taken over 
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where Stanislavsky and Strasberg left oif . That Ice^acy of realis.v. has 
special significance for us since television provides a r^iore intir.iaue :.;edium 
for depicting characters and conflicts. The director ruust first decide upon 
a particular approach to a script, then r.iust work with the actors co bra.ng 
that vision to lite. 

We shouxd be teaching our students how to achieve these goals. Once the 
L>at,a.c tools of television production have been learned, we must oi:fer 
tccnniques of script analysis. We rmst cover techniques of buixdia- cr.araccer 
attituaes, ruO tivations , and interrelationships. We r.vast offer interpretive 
techniques for drama and comedy, dealing with the probleias oz pacing and 
;»;ood. W^e must, in essence, provide a training ground which compxements the 
technological approach, and reinforces the creative realm of television 
production. 

As for the performance side of the picture, acting at the university level 
aas traditionally been offered in theatre aepartiuents - "for ma^^ors cxy,** 
Taio is cm unrealistic situation, since acting for television is t^o'c ^ne 
same as acting for the stage. The television environment poses unique ana 
special problems for talent, specifically in relation to out-of-sequence 
bhooting, reaction shots, camera blocking, pick-up shots, and close-up worx. 
Acting for television requires a sophisticated ability to intensiry emotional 
recall and concentration, while underplaying attitudes on a given movr.ent - 
to-r.iOment basis, 

'We must provide the training to student actors who are interested in expa.orin, 
the television environment. Since we are sealing with a realistic ..nu inL.:^ma. 
medium, our class structure should be based on "Method"-oriented techniques. 
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\\e can then build upon the fundanental concepts, and relate them to the specific 
orcbleTns and practices of the television studio situation. 

I hr.vc r)rcvided sample cour.: i outlines for your consideration which include 
detailed objectives, requirements, content, and bibliographies for both directing 
and actin:; classes in radio-tv-f ilm. I hope they will serve as tangible and 
useful resources, and that they will stimulate and encourage the educational - 
creativ? '?xpsrience. 

If turn out students who can deal meaningfully and creatively within the 
-'.^dia, are, in fact, contributing to the needs of the industry as well as 
the professional needs of our students. We will, in short, be equipping them 
vith the real tools of the trade. 
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ADVANCED TELuVISIGX L;i::^::::G'riX G : 

(Course Ou-clinci and Cbjoctivo^) 

P.ichard x\« Li'JJTt 
Dept , Radio-TV-:^ilr:. 



University oJ 



Texas at Auswin 



Courco Descz;^i.otion : This course e::ploroj cho airoctor * s uraa::- 'cior.:* 



ar"a*;\atic production ~- frora script 
s*iips and applies these principles 



'^na lysis uo accor mterreli;.v.ron- 
:o the "Celevision envirorruur^c. 



Gi^jectiive : The ain't of this course is to have you psod^.c^ a.;a .\^ra^ 
l'u^iry~"'s crip ted material, v;ith er^phasis on script intorpreuauion u. 
airec';;or interplay, and droiuatically effective visual '^-.ecnni^iUw - 



x^ro-Pecraisi te : Basic production. It v/ili be assu^Aea L.^ac yov. 

tVrCT LVs 1 c~aoo 1 s , and tliat you will utilize open lab session^ uo »t;-i- 

luore experience, as necessary. 

S pacific Re quireiuenus of uhe Class : 

1. You v/iil produce and direct a tv/o~perscn scene v/hic,.: aevv,:-.o;>.:: 
huilas cnaracter attitudes and relauionships . Your^u^e of e...:..ar^ 



ice all droTuatic action. 



nd vour ai: 



:oriai err^ 



one 



your casting and characcer choices. You will turn in a eorv,ilwUe scone 
2>re:^-:dcwn and character analysis, alon.:,- with casuing nGt:-CwS, *.-^^oeKin< 
and licjnting charrs, and FAX requircraents after uhe show. 



2. Yoa v/ill produce and direct a longer, :v,ore coiViplex ^een^. , 
^.ii-l nuances of character^ raood, pacing, ana conriict in-:'.irt..na .,n 
^jripa. Creative and total pre-planning is necessary, :i:rv.'.v scr:.^ 
a:.rpretc.tion to camera blocking, sec design, lighting, and u^ua-,-. 



loping 



^four production poruiolio is d 



ue u-iMv-^jL 



2f , So'^ your final project, you wi^i prceuce ana oirecjiu a eons-.^;^.-a*^'_y 
longer script of your choice (pending instrucuor approval ol you- 
presentauion. ) You must jus sify all elements of creat:^ve *^:na \ 
Lecis-on-making . You will be responsible for projCCt aeveiop.v.. 
fl^^idi^y of performance and camera :j..ous, ps.cing and u>^ming 
l;.*ov;, and over-all production q-^ality of the -caped pro-^cc*^. Cncv^ again, 
a production por ufolio is due , 

P r o ' .1 u c t i on Portfolios ; 

lauer ahan the first day following taping, you shoulu submi*^ -'^'^^^ 
:.roauction portfolio to the instruc*cor, including (a) g<:^nera.L muerpre-^ 
lesion of script, v/ith given cireuav.st.inces and objectives; ^s-)^ cnar^.cte: 
analysis and breakdov;n; (c) casaing noaice'and requiremunes ; 'a) A\X , 
and. production requiiremonts (i*o., props, sets, graphics, civ.c.; ;^ 
{e)-:aus-uG and effects lists; (f) saage and lighting picas; (g) oiocked 
script (for actors and camera); (h) your^ final shooting scripu; 

ana '(i) a self-evaluation of your^ direcuorial effort. 
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Projocc^ Eyal uation : 

Ii!c*cn producuion v/ill rucoive two equally-weighted c^radc^s: 

1. Preparg- cion , as ovidenccd by the pre-production iLaueriali:^ in your 
portjCQju^o. 

2. Producciori quality, which includes the overall ef f couivene::ir; or v:no 
jcer*e a^i^a^^^orxiT^r" entertainracnt and crriocive corrjAunicauicn ; rwa..i.'-:.atxon 
oJ cnaractors and their intorrela'cion^hips ; richness and crrecui.venesi'; ^ 
of ocene interpretation; pacing and ruood of tiie piece; visu^:.! un^v^veiii: 
of ahc otory and ;-/uilding of conflict; raouivated blockr.nc; a/a actxon; 
camera planning and shooting^; audio cind light'inc; ef feces; ei^^ecuiveness 
of JCic, props J and graphics. 

on vour general preparedn ess and of f ecuivene£;s an a producer-director 
oT^^z^ulTy ~s crTp tecT" m a t e fT a 1 . 
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p.^ ADVANCED TELIilVI SxQN DIKSC'riXG : 

C0U:^S2 OUTLINE 

Section 3 VuOucings/v/k 
— 3 hrs/.^eoting 

1 Locc ; Inicro to class & roquiroraon-cs ; Intro -co Sc:^i:jz i:.rw^a]:c:.cvr. 
cT::.ractcr Analysis: the supor-olj j octivc , :aood wind pacinc;, ^ c/.^r.:<ctc 
^^'cultuaGs and inrerrelationships ; conflicx:; blocking ana ^tno;z-n«:; ; 
cas'cing, rehearsals. / / Q?E N LAI> (otuc^o-O "cccn or-^^ntt^ w-».on^ ^ii^lTj: 

2 Lec c: Directing^ Accors ; Acring technique u th cv^ry ; :'ic.\\^nn~-to-r:ioiv.en 
1 ITnTry s iTs" cTi: c iTdr ac'SolT^A t t uSes ('k:i'''cua'cion ^ selr, O wher^^' ; An:. Ivi^:!. 

VTR Shooting script f on;;a\:^ .// O -EN XA:> - 3 



:.^ct:; Directing Cor>;edy > Beats, Pacing, Ti:;.ing , roactxcn^^ playing 
'"aga'ins'c^" trie material, playing up the conflicc; he ia htening ac to r 
energy levels ("spontaneity" of aub-uext, and irapravi^^ac^cn.^ ; 
Ij7:crgcfe ranting the sense or urgency, focusing on r:.oua.Vv.itaon ; ba.oc/v:-n 
a^ia a caging; camera considcrataons . KCTAT ION of Dxl^LilC'JORS on ao.:.e 
scones . // OPEN LAS - A 

Lee-;:: Direc ting Draraa , Interpreuing dramatic values; iv.e.iuifying 
conflict and point: of attack (adaowation) ; iT.ood ana pac:^ng ; 
poignancy in motivauion, action, and reaction; n\o::.ont-uo--rL;e:;.enu 
anw^lyses of siruation, characuer , incerrelation.:;hipi: . ^"^rir^^-^tjar^ 
a c a o r one rgy le vels and c on co;nara a ion through affeca ^va n^e.KO^y 
(e;r.otional recall); Underplaying for caruera; blockang ana auagmg; 
canera planning * 

RG VAT I ON o f DIR E CTORS on drar:ia tic sc enes, // OPEN - L 

L c u : T e Cashing a n d Re h e a r a a 1 Si. a uau ion- C o n a uc c « ng a a - ^. r c : 

Auditions; Casaing CJalxs; Secuang the Gaven Caraua.a Cw./.acn. ; .'Ov.i 
clonal techniques in rehearsal: building energy Icv-^a^ o\/ ..:scc^:^j\r 
jnpraaaive and eiuotional jjj-ocka, creauang a sense or an.. -ar^-»a a.*.^^ 
.-aa^blishing muerrelaaionships and given intentions. rr'y^siSLL 
aecnn agues for rehears ing c haracaar , situation ^ ana jgon::_..^^A;. < 
Tnroagh acuor "blocks""; . Problems in preparation for prcc^uatioa. . 
// C:PEN LAB - A 

Guest Lec t . & Dem onsu ration : Co^or Lighting ProLlcns ana r:clucac**^ 
iriIghTiirg~f or th e"*^ o era ; N i g h c Li g : . a i n g . // OPEN LAL - b 

Leea ; Advanc ed Principles of D a c a i n g D e:v. a : vaaucaiaaaaca: v;ooa ^ 
'FcyTe. R OTATI O N of DIRECTORS on selected sc'ene . // OPEN Lab - A 

VTR Scree ning Discussion : A one nr. VTR drania; caass aiacu,-.s-.or 
on clTs 'Cang ; delineaaion of charaeaers , development of aeaaon ana ^ 
conflict; visualisation and build of raced, pacing, say la. b^ocxai 
considerations. Probleras of adapting to TV frora aaage; crav^aive < 
technical choices; ( Assgt . : Please read the script before aha 
screening) . 
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Jl> O iji ta> Ju w » 



17 



27-25 



T>^ v£. Minu te 2-Per3ori vSconcs ) 

Lcct: E.wloyrnant_in_ tne^ (local, edcrl network .v-^ri-.3 . , 

I>arsonnol and linos of authority. Who does xvn^.-^; ..cv; -Cs. 
into i:hc industry. i^ospon3ibi.l-txcb o:: -c.-.o :it£^';^xr./--:J.L7_f^ 



J-iiUU ui*u; j-AivAVA^ x---^ • i: ^ ^ . ^ . . , 

VJR taoing order, seg rundowns, -y'^<=^;;\.;i;-^^^^"!;r:'^;,...v--v-^^^^ 
"MAGICAM"; "THE MAKING OF A LIVE 'TV Sr.OW - D^^^^'^^:^^ ^.^i^.-b . 



Juost Loct. & Scrooning 



Producing S Directing :o~ 



;:£^£i_i^ir i"^^Q 2-per3on scenes ) 
Cast, Rehearse, Prep., and Consult - FI^^AI^?KOJZC£ (cpon 1^) 
Fi: ^AL PROJECTS; PLAY:iACK u 2V;. L. AF^l^R TARING. 
A RETROSPECTIVE SCREENIMG FOR INVITED GuESTS. 
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ADVANCED T;.LEVIS::OX Dlic^CTING 



READING ASSIGNME:>7rS 



Ilodg e / Fr anc i s , Pla y Direct in g; Analyo i Coirvrauaication ; c.na S^cylo . 

PrGntice Kali", 1\\J. , llfVl 

Given CircumsiiianceG and Dialogue , pp. 16-l',i 
Dramatic Action and Characters, pp. 32-*^ 5 
Ideas, Tempo, Mood, pp. 47-65 

A:<L:A : DIRECTOR-ACTOR RELATIONSHIP 



Comrauni cation , 


PP • 


68 




77 


ilelping Actors Intensify, 


?P • 


X a. 


3 


-13-: 


Movement: and Blocking, 


pp. 


13 


5 


— ^ O 


Director-Actor Tools oi: CoiTJraun. 


PP- 






-16-- 


Scene Practice (including prep. 










casting , rehearsing , improv, perf 


. } 
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A^^EA: INTERPRETATION 

Script Style and Individual 

Analy s i s PP . - 9 1~3 7 1 

ended . 

Cole, Toby, and Helen Krich Chinoy (ca3.} Di rectors on Directing , 

^ Boijbs-Merrill Co., N.Y. , 195'3 ~ 

Moore, Sonia, The Stanislavski Sy SwOra, Viking Presc, Inc*, 197% 

S uj^g^p 'ced Bi bliography . 

Z^^cy, Edward Dwight, On Met ho d Acti ng, Croxvn Publishers, N.l\, 1C7G 

IC^njson, W. and Rome Cowgill, T^^lvr;ri.;.:.on Actin g and Dir :iCLi.;:.r : .\ 

Handbook, Holt: Rxn':;nar*u u VJinston, llTo"":!* ^(ifw^^-'^^clJally * 
Ch. 9, "Directing Television Drama", pp„ 63-71j - 

Taylor , Cecil , Makin g a TV Play :_.\^j:cr.>plv^rc^ Guide From Cc 



P roduc ^cion Based on Play, "Cha rloFi a n d Cr c..;Wv.'ll rcr 
BbC , Nev/castie-Upon-Tyne , Or\el Press , London , H;r7"0 

aylor, John Russell, A natom y of a Te levision Play: An Analyai.^ e;j Pre- 

P rodu cti on , Prod ^ct± o a n d Po s T^^Pr oduc of 

TVo ABC - Ty_^^j: am a 5: , I no lud i n g Shoo 'c i n g 3 iprcl 1^ 

Weidenfe^d Nicolson",' £7cd~~I^nidon , TiTo 2 



':^:::>'^.o7:ork rr'^.ov.'! C bo contor.porary rr?.thor than clGssical or styli:;:od; 

ornpha^vizG your directorial skills with roalintic raterials 



or ccnodic) . Your ncene niay be from television, fi2.n, or 
t;>e "^ta';:'^ (or nay be original) . 
V-A^^L^J'^/^-'^A^ r n\ust b o annroved in advance by the inr^tructor . 



.\"-. a rrv.id'^ to rcenen, the iColloving source books may be hel^::vl 
' ihcv/ they arc obviously not exhaustive): 

Oorgrove, .Francis (od*) Scon'*^:". iTe*^ student Actor, (many collections 



vo'l- v/^"j ) ) T)'afnue]r'FrGnch, N . Y , 



^rurb-'ch, Jane and Robert Smerron (cd,) Actor's Guide to Scenery, (indexer 

GCO scenon:) , Drama 3ooK~"Spec1alis-cs , N . ^^'pa'perback) • 

' r.'^TCenn'i^n , Jr., {od.} Groat r^cenos from World Theatre, (different 

CO 1 loc'c:ion s in" two v'X)lumes AvorTlIook r> , N . Y . 
(paperback; . 



n, you might alro look into the works of individual v/riterr 
or r.-^^d through various collections of contemporary plays (full or 
^,^^^^rr*'-> ---Q r'^.vjo your selection (e.g., Neil Simon, Edward Albee , Eurene 



C ' y e i 1 , .\ c ::c.y ^ v.. ... en ; 
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TV DIRECTING EVALUATION SHEET 



^?j:p evaluation 

^r.O^ EVALUATION 



Vory Stronc . Gooc. . Fair Poor ^ Very Ve<?,k 



o -.'r^o -i^:;;; Script 



* ^ '"^ ^ t*^ ^ T^tor**G3 ** omiTihiios 
7vctor rJncrgy Levels: 
^'0"''ivc,tion:v: t?.nd Intc^nticns 

o c i r* CT G S t icr i ri.T * 

"v":V'^c ti V'^no":"^ of Shots : 
■7 p n "* p I 
Li^hti^'^'T : 
Auc, io : 

U^" 3 i'"''^tion of Tino : 
Control Roo"^ Ef f cctivcnosr. : 
Ccif ~Eva?.uation : 
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1j .i. vi.«.x 

OBJECTIVES 
p. 14 



yiODElj COURSE OUTLINr] 70R 



TiZLEVisiON ?zr?or>:an: 



Richard A. 31urr» 
Dept . Raaio-TV-Pil..; 
Unlversicy of xoxas au Austin 



co:.rs::T^: (pp- 15-19) 

COURSE OBJSCriVSS, RSQUIRZMiZ;\''-;'S, cc :<EADi:\'G LISI 
COURSE OUTLINE 

TV PSRFORyANCE EVALUATION SHEETS 



FRir 



IG 



(Course Outline c^nd Objectives) 

Richard A. 
Dep'u. Radio-TV-Filta 
University of Toxcis a-c Austin 



Coj>ri:^>e Description: An exarrdnauion of basic acting theory a^-.d 
tccVJ-fic^aT^'^e^^ to the television porforn\ance situation. 

0;Dj actives: The aim c^jthi^n^ cc)^^ 

bcTsic'^'ctrfng princi pXasl; actron and rclaxalflon; v/m anv". co:*avjr.crw.uion; 
al^'ocT fae^i'oFy and affective memory; improvisational forms and ccchniques; 
acript ^jroakdown and character analysis; characteriza'cion ana role 
fulfillment. 

As whcsc^ general principl es are acq uired ; th^^^ 

'''nxjK^£o~zrkr pro bs^^ of ac ting in telovl.s ion and f ilms: sui>a^o^:^ c,na 
undcFpraiTing^^ repeated takes; riraited action on close-ups; reaction 
saoa^*; business and blocking for the cameru; working wi'ch minim.il re- 
haarsai and preparation time; building spontaneity in repcatad «.cancs; 
haiglitened concentration and emotional recall in out-of -Sv.;q:..o-.ao 
shoot-ing; actor-director relarionships ; cold readings and audition::. 

iscauire ments ; Student ev aluation v/ill be based on individual -x^rformanc 
oYforTs in lab sessions and VTR aapings - (1) exercises and i:..--rovisa- 
tions; (2) a one minute VTR monologue; (3) a five minute VTi.-; \zc^:\oj and , 
(^.) the ten minute VTR final scene. Additional scene work v/i'cn aha 
c^dvanced TV Directing class is strongly encouraged. 

READING LZS'V \ 

r-:oGre*;~S'onia; THE STANISLAVSKI SYSTEM, Viking Compass Books, :..Y., 191-^. 

Sui^vras-cecx Bibliography : 

'Jl\::^^2^^ ACTOR IN T2LI::VXSICN, FIL^ AKD THEA'.^RE : AX IKVES- ; 

^ TIGATION INTO C7a<.'.ER CHOICE AND ?ERSO>:ALITY " , a paper ^roC: .^nac v'. ^ 

at che Southern Speech Commiunicaticn Association, Tallanaasac;^ 

Floriaa, April, 1975. 
lioleslavsky , Richard, ZiCTING, TEE Fi::3T SIX LESSONS, NY Ti;a..urc Arus 

i^sGOK , 1533. 

£.rown, Richard P. (ed.), ACTOR TRAINING I (Schechncr, Benoaot'..a, J^cgger 

Cerf ) , Drama Bock 3pocialisx:a , N.Y. 1972. 
Chcvhov, Michael, TO THE ACTOR, ON TnE TECHNIQUE OP ACTING: NY, 19a3. 
Cole, Toby and Helen Krich Chinoy (eds.), ACTORS ON ACTINC; Crown 

Publishers, Inc., NY, 1970 (A v;orld survey of actors). 
Cole, Toby (ed.), ACTING, A HANDBOOK OF T.IE STANISLAVSNI AEThOD : NY, 

1947 (int. by Lee Strasberg) . 
Duorr, Edv;in; THE LENGTH AND DEPTH OF ACTING, Holt, Rincharv, and 

Winston, NY, 19C2 (a v/orld history of acting.) 
Easuy, Edv/ard D.; ON METHOD ACTING: House of Collectihlas , NY, ^9oo. 
Heahmon, Robert (ed.), STRASBERG AT THE ACTORS STUDIO: TAPE RECORDED 

SESSIONS, Viking Press, NY, 1965. 
Spolin, Viola, IMPROVISATION FOR THE T.H:ATER, Northv/as-:;-rn University 

Press, 1963. i 
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Suggcs-ced Bibliography (Cont'd.) 

Stanislavski , Konstantin S.: ^^^^ ■^o-- 

AN ACTOR PREPARES, wransiated by 2. Ilapgood, NY, ^9j>o* 
BUILDING A CHARACTER, NY Thea^cre Arts Book, 1249. 
CREATING A ROLE, Translated by E. R. Hapgood, NY, li^ol. 
MY LIFE IN ART, Meridian Books, NY, 1956. 

STANISLAVSKI LEGACY, NY Theatre Arts Book, 1959, Trans. E. R. 

Hapgood ( a collecrion of convnients on a Vc^riety of 
aspects of an actor's art and life.) 
Te.Tikino, Raymonde, GROTOWSKI; (trans. Alex Ssogyi) Avon Publ. 1972. 

A Fev; Source Re fere n ces for Scene s : 

Co-IaFovoT Francis ^o'^ Stu dent Actors , (collections in 

different volumes) , Samuel French, NY. 
GruTubach, Jane and Robert PJmerson (ed.), ActorJ^s^_£aid^^ 

(an index to 600 scenes); Drama BooF*^Spociaxis'cs , NY. 
S'ceffenson, Jr., (cd.), Greaj^Sce nes From Vvorld Theatre , (collections), 

Vol. I, 1971; Vol. II, 197 2. 

Source _R^fero nces for Monologu^e_s : 

G^rv^^TilTach , ' Jane and Robert Emerson, (eds-) 

Mono log ues; .M en (197G) (50 contemporary monologues; 
iZonblbgues; Women (1976) (50 contemporary monologues) 
More Actor's Guid e to Monolog uos (index to 500 monologues^ 
ActbT^' Xl^uTde to T4onologues (Revised) (an index of 700 monologue 
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TEL2VISI0N PER?OR>'iANCE 
COURSE GUTLIXE 
sion 1 meeting/3 hrs. wk 

Lgcu. Intro to class; Similarities and differences in accing for 
TV7~"Film, Theatre; S urvey of Act ing Theories ■ — ^J:±}-±jrlS. 
TstalTisTa"vs3<X;~^leslavsky , Chekhov, Strasberg) , £::^£.-lEL^BiiP^i£ . . 
(Piscator, Brecht) , Ri t ua 1 i s t i c -c r an s f o rma t i on ^. 1 vAr-cauc, uro-cowsKi, 
Brook/ Schechner) . 

TV is an intimate mediiam, requiring realistic technique. Cc^\on 
approaches in real ism: relaxation and concentration; e~.o-cional 
memory; script and character analysis; creating the rcie. 

LAB: Relaxa tion Exercises (foscering control under simples-'c^ 

cor-rdlTions) ; ?""nysical Action Exercise :^ (creating reality 

through logical action) 

Assgt.: Rd. xMoore, "Stanislavski System", 3-20; "Physical 

Actions" , 1-2 6; Prep. Sense :4emory ; Improv situations 
(given circumstances) 

Lect. Concentration and_Will (a specific realm of concern in TV/ 

rrirrrs")'";; Strasloerg Approach toxvard Sense Memory as aia m 

concentration . 

LAB: Hierarch y of Sense Memory Exercises 

Lect. Imag inat io n and ^ho S-canislavski "If" as 3a^;iCL^ ror 
" I mor bvisa tion ; 

imag'i'nation and spontaneity; intentions, obs-caclcs and _ 
adaptions; acting and reacting; given circuiiistances ana 
motivations. 

LAB: Improvisations with Given Circums-cancos . 

Assgt.: Rd. Moore, "Concentration", "Truuh and Belief ' , 

"Comm. Concep-"), 33-43. _ . , 

Moore, (If / Given Circumstances, Imagma'cion; , 

27~32'. 

Lect. Scrin t Analys is. Organizing thoughts to analytic scene and 

crjZrac'ter ; Super-ob j ective , throughime o.: acuion , g^ven 

circumstances; obstacles, beats, motivations, a-ctirude ore^K- 
dov/ns, (Elt-tt technique: self, situation, others, . 

LAB: Create Given Circ-omstance and sub-text (underbelly) from 
■ scene v/ith dialogue only (HANDOUT) . 

Moment-to-Moment Analysis of Character (BASIC QUESTIONS 
FOR THE ACTOR - HANDOUT) . 

Assgt.: Rd . Moore , "Working on the Role", 5-1-60. Preo. 
ONE'MIN. M ONOLOGUE/AUDITION SU I TABILITY . 
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OliJKCTIViiS 
p. Id 



4 LGCt : The Emoti onal R ealm of Training; ^Affect i ve Mamo r v_ ; tha Private 
f'lcra^nt. Breaking through er^otional and pnysical brooks. 

LA3: Er.otional Recall Qxercises; 

Affc ctlvQ ^^e^orY_and^j^cripr^^ ; 
ReaearsG Monolog ues for Camera . 

Assgt.: Rd, Moore ; Adaptation, tempo-rhythm , emotional 
memory , 4 4-53 . 

^ VT^ MONOLOGUES. /PLAYBACK £^ EVALUATIO N 

Evaluatio_n: character analysis; concentration and relaxation;^ 
Fealizatlon of super-objective and throughline of action; realizatioi 
of character (state of being, attitudes, motivations, transitions in 
thought) , affective memory. 

C-7 L^t^Cold Readin gs and A udit ions; Wo rkinv? v;ith th e D:rectjp_^^^ 

r<Ghoarsal. On-the-spot intcrprccation and selection o-: atuiuudes: 
situation, self, others, inner -choughts; Application of monent-to- 
moment analysis; actor-director relationships; Rehearsing for 
camera blocking and staging; Requirements in CU coverage. Master 
shots, out-of-sequence shooting; drama ci comedy. 

LAB : Cold Re adings and Auditions : on the apot analyses . 

Cre ating character and interrelationships with uhe Director . 
Sce ne work . 

3-iO VTR ^ TWO PERSON SCENE / PLA YBACK d EVALUATION . 

Evaluation: depth of characteriea'cion and analysis; realiza-cxon or 
tiTe^forrcTTsuper-objectivc , throughline of action, interrelationships 
character attitudes and motivation, affective memory). 

11 Lect. Acting a s a Profe ssion ; Personality varj^bl^s_ar^^^ 

roTriities; Guilds, Agents , Shov/cases ; Commerciv^is and Indus'criaxs > 
YvT^rT'Iirj Theatre; Day Players, Week Players, Contract Players; 
New Talent Programs; Audition Tapes or Films. Discuss F inal Project 
proposals . 

LAB: Scene v/ork. 

inrscu s'sion of characterisation, affective memory, mterrela-cion 

""snips , motivations . 

12-13 Lect. Acting S tyle and l r)±^oxpxcitc.t±or^ ^nd Drama; analysis 

Sf~~HonfTicts, motivation's, sense of urgency, mood, pacing, s^cya.e; 
action and business; listening and reacting. 

LAB : Col^j^scadinq^^ 

Cold Reading and Staging of Drama Scenes . 

14^16 VTR - FINALJPROJFCl^SyPJ^Y^ 20 

Evaluation : Overall interpretation of scene and character; 
cofr imaginative and forceful realiza^cion of atti udes, morivations, 

-.r.l interrol.aion:3hips, crcdibilicy of emotiona^ recall u.a 



OliJiilCTIVES 

p. ly 



PSRF0RXANC2 PROJECT:^ 
ACTOR/ACSRSSS : 



SCSXS: 



EVALUATION: 



Very^ 



InrerprGca-clon of Scene & Charactier ; 
?.Tr?F:R-Q5J^CriVS & THRQUGI-ILINS Q? ACTION; 



Very 



^air ! Poor 



ATTITUDES. xXOTIVATIONS, INTENTIONS: 



:.ISTENING & REACTING: 



STATS OF BEING ; 
Tl^NSITIGNS & BEATS ; 

Realization of the Role: 



AFFECTIVE XEXORY: 
CONCENTRATION: 
SENSE OF URGENCY: 



INTERRELATIONSHIPS : 



ENERGY LEVEL: 



■ CO>M^"i?S: 
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